As the Beatles produced a new past as record makers, so they jettisoned their own past as live performers. The final world tour in 1966 was a musical disaster: the new songs were not playable on the group's conventional instruments and the old hits were performed perfunctorily in large stadia with inadequate amplification. The tour was a diplomatic disaster too, the group accused of snubbing the Marcos family in the Philippines and provoking record burnings in the United States' Bible Belt through Lennon's infamous 'more popular than Jesus' remark. For some months the group went into public exile, Harrison to India to study the sitar, McCartney to compose an orchestral film score for a nostalgically 'northern' film 'Thefamily way' and Lennon to Almeria, Spain, to film his part as a British sergeant in a surreally satirical How I won the war, for which he donned wire-framed glasses like those he wore at primary school. 
Memory Lane
In a record which prompted listeners to puzzle out its meaning, the place names in the title offered a main clue. In an exclusive preview Melody Maker informed its readers (inaccurately) that Strawberry Fields was a reform school and that Penny Lane was a road in north Liverpool.55 Advertisements for the record took the form of an aerial photograph or a map (Figure 2 ) on which the locations were pointed out, along with the birthplaces of all the group, panoramic views typical in Sixties films and television programmes of northern cities, some featuring lads looking back on the world they had left.56 In late March, by which time the lyrics were familiar, Record Mirror did a feature on the Penny Lane roundabout and shopping parade, finding the very barber's shop mentioned in the song and interviewing the barber, one Mr Bioletti, himself.57
The two place names were key sites in a process of charting the childhood worlds of Lennon former village of Woolton (Figure 3) , a bookish and well-spoken child, singing in the church choir, who turned into that familiar figure, the teenage malcontent; McCartney grew up in a lower-class but more musical household, in a council house, across the municipal golf course, in Allerton; both inhabited a suburban world where they could find common ground, not least at the groups' own pastoral myth of origin, the 1957 Woolton church summer fete where McCartney was invited to join Lennon I moved in with my auntie, who lived in the suburbs in a nice semi-detached place with a small garden and doctors and lawyers and that ilk living around, not the poor slummy kind of image that was projected ... I was a nice clean-cut suburban boy ... And Strawberry Fields was just around the corner from that. It was an old Victorian house converted for Salvation Army orphans, and as a kid I used to go to their garden parties with my friends.
The Gothic orphanage loomed large, like a haunted House on the Hill, in interpretations of Strawberry Fields forever; but in the interview Lennon maintained that the song 'had nothing to do with the Salvation Army', and that the image of being the orphan 'was garbage'. 62 Pressed about the name, Lennon said it denoted 'a real place' but 'I took the name as an image. You know it's like [Sondheim's musical] A little night music was from that Magritte painting, a black tree with half a silver moon on it ... an image -Strawberry Fields forever.' The bookish household in which he grew up shaped his imagination, his aunt's Book of the Month anthologies of Oscar Wilde and Dylan Thomas, the art volumes on Whistler and Van Gogh, and his own children's books, especially The wind in the willows, the Just William stories and Lewis Carroll's Alice adventures.63
In 1984 Lennon's childhood friend Pete Shotton recalled that they spent more time in grounds of Strawberry Fields, by bunking over the back wall to play in the overgrown part of the grounds, than with their parents at the annual public garden parties close to the house. This was one of a number of high-walled grounds of Victorian villas in Woolton, some deserted (with the wartime break in building development) which the boys played in, resonating with the literary secret gardens they read about. 64 Other literary allusions were layered on later. The alliterative 'forever' of the song title echoes the most famous 'forever' in English pastoral poetry, the corner of 'a foreign field' that is 'forever England asleep on a wooded bank on a stupefying summer's day while her elder sister is reading her a boring book with 'no pictures or conversation'. In her dream, full of pictures and conversation, Alice follows the White Rabbit across a field and down the rabbit hole, 'before she found herself falling down what seemed to be a very deep well'. 'Down, down, down' she fell, passing fragments of a well-appointed home and schoolroom, including maps, pictures and a jar labelled 'orange marmalade' before landing by a tiny door which opened into the 'loveliest garden you ever saw'.69
As a boy, Lennon read the Alice stories so many times that he recited passages to his friends by heart and pastiched them in his own words and illustrations: 'I used 75 The music for Strawberry Fields forever amplifies the declension and vacillation of the lyric. In early demo tapes the song sounds like a country blues, with Lennon struggling to make the words fit the rhythm; as the song develops the music follows the meandering lyrics, as if in an Anglican psalm. The record opens with a conventional pastoral sound, a piping cadence played on the mellotron.76 As the vocal intones, 'Let me take you down', so the music plunges, the speed of the mellotron suddenly slowed and electric guitars dropping an octave. In the first take of the recording the song is rather sweet, a wistful vocal and mellifluous arrangement rising brightly at the end with an arpeggio on the mellotron. In the final version (spliced from two takes of different tempos and keys, one slowed to match, approximately, the other) the mood is darker, the relentless downward movement intensified by the various layered effects: the voice lowered by a semitone, heavy drumming, cellos, brass, and descending figures on electric guitar and a svaramandel (an Indian harp). A coda takes the form of a tape of the finale reversed, fading with a reveille figure on the piano, -an Alice-like awakening?77
The structure and imagery of Strawberry Fieldsforever contrast with those of Penny Lane, which was recorded immediately after the final remix and was evidently McCartney's response to Lennon's song. The vivid imagery of Penny Lane is a closer mimicry of the highly staged style of Magritte, an artist whose own interwar suburban surrealism was increasingly popular, at the time both through commercial exhibition (McCartney started collecting Magrittes in 1966) and reproduction.78 Beneath the blue suburban skies is a colourful pageant, the barber showing photographs of haircuts on offer as if they are portraits, the pretty nurse selling poppies, conscious of playing a role; it is raining as well as sunny, late autumn (Remembrance Day) as well as summer. The musical arrangement makes Penny Lane a distinctively McCartney song, the jaunty melody, high-lying bass guitar, soaring classical-style trumpet solo.79 It also has the clean sound McCartney admired in the Beach Boys' studio work Pet sounds (another suburban reminiscence).80 The refrain is cheerfully demotic, echoing playground songs, football terrace chants and charabanc singalongs. In style and subject, the view in Penny Lane is a public one, a meeting place and seen as it were from the upper deck of a bus, a highly defined, topographical panorama; it contrasts with the stumbling, downward path in Strawberry Fields forever into a more obscure, introspective, world.81 The songs refashion two complementary English scenic sensibilities, the prospect and the picturesque.82
The promotional film for television (shown in its entirety, if transmitted in black and white, on two editions of BBC's Top of the pops) mimicked some of the sonic techniques of the single, with reversed sequences and negative shots, and deployed 41 some of the style of contemporary avant-garde performance art, although this was in some degree forced on the production because of a Musicians Union ban on miming.83
The effect was to loosen the Liverpool locale. The sequence for Penny Lane starts with street scenes, a few frames of landmarks in the actual Penny Lane (shot on a day trip by a crew without the group) intercut with footage of the Beatles in east London, around Angel Lane, Stratford, on horses and sporting scarlet hunting jackets. This sequence segues into footage of the group riding (inexpertly) through the archway of Knole Park, outside Sevenoaks, Kent.
Managed by the National Trust, although owned by the Sackville-West family, Knole Park has a long and complex cultural history, especially over claims to its landscape.84 Pressure for public access increased with a series of carnivalesque acts of trespass in the later 19th century.85 In Virginia Woolf's experimental novella Orlando (1928) , the park becomes one of Bloomsbury's bohemian landscapes, a shifting space-time tableau to affirm Woolf's literary friend Vita Sackville-West's claim to the estate, the story pivoting on the enduring symbol of an old oak tree on a rise in the park. The scenes for Strawberry Fields forever (Figures 4 and 5) are similarly transgressive and conservative. They are shot in wintry dusk and darkness on a hill known as Echo Mount, because it was a vantage point for listening to was known in Tudor times as the 'musicke' of the deer hunt-the baying hounds and thundering horses, the huntsmen's halloos and horns. Kettle drums are scattered on the slopes; a piano is strung with wires to an oak tree. The main sequence, alluding both to the tree symbol of the song and to its 
Way out
The timing of the record's release served to increase its progressive aura, especially that of Strawbery Fieldsforever. Competing Sixties pop culture of the kind I have described in this essay, with its highly staged sense of the world -both as a scene in which music and art are produced and consumed and as one projected in the work -produced its own memory theatre.115 In charting its pastoral strain, this essay has explored its melancholy side, but described a theatre which plays comedy and history as well as tragedy, with productions of pantomime and farce.116 While some critics reckon that the lights have gone out on a golden age of pop music in the mid-Sixties (for it was a moment of astonishingly rapid 47 development, when the music looked forward as well as back), pop's moment, as Jon Savage has emphasized, is a migratory one, realized in other times and places -not so much a period piece as a historical refrain.
Pop is where the private sphere of emotions and memory intersects with the public world of media, news, politics. Here, the stuff you can control jostles with the stuff you can't. That's why it's possible to construct social histories around pop. That's how many people remember things: not by what the politicians were saying, but by what music they were exposed to at any given time.117
